This article deals with the Matrix theory of subjectivity, gaze, and desire by feminist scholar Bracha Lichtenberg Ettinger. Matrixial framework is explored in comparison to Lacanian psychoanalysis. The essay denotes the differences between split Lacanian model of the subject and Matrixial subjectivity based on plurality and continuity. I argue that Lacanian model which grounds the subject in fundamental lack and loss of corporal reality is insufficient for explaining specifically feminine experience in terms of temporality and collective memory, whereas the Matrix theory provides a conceptual apparatus for positive female identification and alliances between the past and the present. Ettinger's Matrixial model is applied in the analysis of the 2012 video The Meeting by contemporary Lithuanian artist Kristina Inčiūraitė. I claim that the mode of desire in The Meeting is based on Matrixial gaze, which allows to formulate memory as co-created by two partners who share archaic knowledge of the Real, grounded in common relation to female sexual difference and intrauterine condition. Therefore, the article interprets the imagery of the town of Svetlogorsk in the video as coemerged mental images that affect each of the partners. I conclude that the Matrix theory overcomes the phallocentrism of classical psychoanalysis, allowing to reformulate the subject in terms of connectivity, compassion, and abilities to process Other's trauma through positive cultural change.
LACANIAN MODEL OF SUBJECTIVITY THE EXISTENCE OF A SPLIT SUBJECT: A CRACK BETWEEN LANGUAGE AND THE CORPO-REAL.
Constitution of the Lacanian subject is based on essential inadequacy and incompleteness, seen by the analyst in sexual differentiation: to be born a woman or a man denies primordial androgyny, described in Aristophanes, myth about romantic love between two persons who complement each other. 2 So, fulfilment can be achieved only through heterosexual monogamous alliance and completeness of a particular gender role. The second lack is the subjugation of the subject to Other's (or signifier's) realm, which allows for realisation of the drives. 3 Hence, desire is determined by the social, and cravings of a person are enforced or acquired but unsatisfiable, because language creates a difference and discrepancy within the Real. The preparatory process for gaining access to it is called "pre-Oedipal territorialisation'' . During this phase, disorganised libidinal energies are allocated to erogenous zones and turned into drives: the mother participates in it as a cultural mediator caring for these body parts, but this way, the subject loses direct contact with one's libido, which is subordinated to prerogative of reproduction. Therefore, the child tries to acquire satisfaction through these zones, while 
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substitutes are perceived as losses. In the course of the subject's constitution there will be a lot of such objects, which Lacan names "objets petit a'' . 4 They are identified "with some missing component of the subject's self, whether that loss is seen as primordial, as the result of a bodily organisation, or as the consequence of some other division'' . 5 Consequently, the child loses connection to her or his corpo-Real and has to compensate it with symbolic substitutes.
In art historical research, objet petit a, later theorised as "the gaze", explains the luring and deceptive nature of paintings. The viewer becomes a subject of representation and is retroactively constituted as lacking and desiring. This way, the beautiful and the sublime arise not from one's spirituality, kindness, and other qualities which form humanity but from mourning and melancholy caused by unattainable objects. This framework also elucidates the mechanisms of ideology and manipulation, especially in the visual culture of advertising and mainstream media: the desired objects are constructed by dominant groups that define acceptable behavioural patterns and pleasures and create false identities based on societal expectations.
THE THREE REALMS OF THE PSYCHE.
Lacan proposes three orders of the structure of the psyche: the Imaginary, the Symbolic, and the Real.
The Imaginary accounts for constitution of the ego, identification, and relationships based on resemblances. It is within this order that the so called mirror stage happens, when a child aged 6-18 months recognises herself in Other's gaze and "gains a sense of integrity, identity, and continuity which could not be ensured by her corporeal existence. " 6 The Imaginary in art history refers to attitudes and values subconsciously internalised by identifying with artwork or film characters. This identification makes one feel better about oneself and enforces certain behaviour, e.g., gender roles. False and idealised recognition causes alienation and ambivalence regarding the perception of self and others and leads towards instability of judgments and affects. The Symbolic order is a closed system of signifiers. The meaning in it is created by differential relations between selfreferencing elements. Stating that the unconscious is structured like language, Lacan introduces uncertainty and incongruity into the concept of the subject. These parameters make her into a being without an identity. Lacan terms such "dissolution" of the subject aphanisis, formulated through re-interpretation of Freud's grandson's "fort-da" game. Throwing the toy further, the child exclaimed "fort", which meant his own "disappearance", and upon returning it, "da". The word "fort" becomes an elementary signifier, intervening between drives and the linguistic world. This word is incorporated into the psyche in its primitive and senseless form, whereas signifier "da" refers to it and not to drives. That makes the subject subordinated to socially determined desire and creates a sense of void and inadequacy in her. 7 Hence, because drives are repressed by language and desire is imposed by Other, love can only be narcissistic: completing and aiding the sense of integrity.
The Symbolic in art points to the viewer's socially constructed identity, which accounts for appreciation of or aversion to an oeuvre.
The Real order is divided into the pre-discursive "Real" and "reality", which is generated by symbolic processes and is a surplus in a chain of meaning.
The concept of the "Real" is relevant to this inquiry because it refers to the corporeal and the mother, 
MATRIXIAL SUBJECTIVITY AS COLLABORATIVE EXISTENCE THE DEFINITION OF THE MATRIX AND ITS CONCEPTUAL VOCABULARY.
The Matrix is a dimension of the human psyche, existing besides the phallic, which is needed to gain access to language and the social sphere. 9 The Matrix is grounded in the ontologically primal female sex- Classical psychoanalysis positions maternal subjectivity beyond language. It argues that relation of mother and child is symbiotic. This makes her influence on an adult and disobedience to the Law of the biological or symbolic Father the source of perversions and psychosis. However, referring to clinical trials, Ettinger states that a child has minimum capabilities of possessing fantasy and sustaining mutual and assymetrical relations with a mother.
The latter helps in gaining empathy and accepting otherness. For example, the child of a psychotic mother should also be psychotic, assuming that the allotment of meaning for the unprocessed sensorial material of the child occurs in her psyche's alpha function. In this way her sensorial material (beta elements) changes to psychic (alpha elements), which the child will introject into her developing fantasy. In practice this hypothesis fails and "she is also transformed by the infant's matrixial functions and the elaborated materials are transformed once more upon reception. " 13 Therefore, in the Matrixial model, the making of signification and human connection happens in the prenatal state, earlier than the establishment of phallic desire and symbolic substitutes compensating for the loss of objets petit a.
The womb is not a receptive organ or container for the constitution of the child. It does not remind of rejection of maternal and dislodgment of it to forever lost time: "The pre-subject that thus emerges in jointness develops primal trans-subjectivity before being a 'separate' , 'whole' subject. " 14 This means that Ettinger's theory can be applied in a reflection on the relationship between the artist, the viewer, and ( 2 0 1 2 ) the artwork. Based on the suggestion that abilities to communicate with others and humanity itself emerge from the archaic prenatal bond with the mother that is more profound than the chain of separations, losses, and conflicts constituting the subject in classical psychoanalysis, the artwork is perceived as a part of subjectivity, a borderspace which is a "screen on which this event-personal (from the inside) or historical (from the outside), from past and present-is projected and unconsciously shaped. " 21 
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A Lacanian interpretation of the video would concentrate on the illusionary nature of the interlocutricesʼ relationship, their seemingly demanding everyday troubles, and the melancholy of the imagery, which reveals the inability to match expectations to the limited opportunities in Svetlogorsk. The Symbolic, expressed in the dreary scenery of the town and embodied by the obsolete Soviet architecture, is an immutable system of societal relations, in which conflict and misunderstanding are the norm.
Inčiūraitė masquerades as a man and tells feigned stories about "his" childhood, whereas her conversation partner discloses increasingly personal and intimate details about her family, plans, and romantic life. This means that the psychic reality is inspired by Other's narcissistic mirroring and bogus identification, which fulfills one's lack of integrity. Their correspondence comes to an end as abruptly as it started-the author of the video disappears without unveiling the motives of this artistic project. In Lacanian terms, a woman's subjectivity is defined by lack. Language, governed by the phallic signifier, situates her as "not full" (not having the phallus), so, in order to gain an identity and a stable position in the society, she has to pretend by engaging in a "masquerade". This term refers to an excessive concern with external looks: cosmetics, wardrobe, and friv- both identities fragment into partial subjects and objects for each other, and their traces form plural subjectivity as an encounter where, by the means of metramorphosis, the psychic material in the Real is shared and transmitted. It develops new meanings and changes the partners. Matrixial relations are based on compassion and responsibility: imprints of primordial femininity in the psyche make them possible. These relations manifest in extremely close bonds, such as between a client and a therapist or in the aesthetic experience of observing or creating art. The connection is asymmetrical: the dweller's desire for kindness and intimate bond places her in the role of becoming-child, whereas Inčiūraitė is in the position of becoming-woman and provides material for the inspiration of her fantasy. So, femininity is the main contributor to humanity itself, irrespectively of gender. Empathy and sensitivity of the author's response changed her pen-pal's fantasy: the elevator in the present does not symbolise loss anymore but reminds of a possibility of joyful moments, such as a sense of belonging with unknown people from afar. "Thus, a matrixial borderspace is a mutating copoietic net where co-creativity might occur. " 33 Co-poiesis in the video is elaborated in the new images of the town, so it could be said that the women construct their own world. From that moment, the camera moves not vertically but horizontally: it shows the streets of Svetlogorsk, a bridge, a beach, and sea birds, while the dweller tells about her leisure time and future plans. Horizontality expresses continuity of time and connection between the partners: a split between the past and the present does not exist in the Matrix, the reality is not perceived hierarchically (as satisfying or denying demands) but as a multi-layered story where the pain of one's failures and wounds can be accepted and reduced. The dweller mentions her daughter, whom she will leave for a three-day journey to a university in Poland. This points to the archaic, intergenerational nature of matrixial nets, where concern for others lays at the foundation of the psyche. This also denies the Freudian conception of the Oedipal organisation of desire, where women devalue their sex and feel self-humiliation and hate caused by an anatomical difference. The mental relation between the three women is based on unselfish and asexual matrixial Eros and revealing fragility. Inčiūraitė supports her companion by praising her diligence and further inquiring about her personal life. Mental images of the town become increasingly diverse and filled with new places reminding of past events. This engenders the Matrixial gaze, which "is a vacillating trace of an almost-missed rapport (relation of borderlinking, encounter) with a non-I. " 34 The dweller's story about her family (parents and sister), collective childrearing points to matrixial objet petit a-a common knowledge of being born together and a desire to share fantasy with Other, whose role is taken by Inčiūraitė. The latter also shares her thoughts on her alleged family: a daughter and an ex-wife. In a conventional assessment this would be seen as lying to gain trust and build a fake relation with a person living a few hundred kilometres away. However, in the model of plural subjectivity, the author becomes the dweller's continuation and reflection and assists in revealing the feelings buried in her mental crypt, reconstructing her life events, and providing them with new meanings. With the help of Inčiūraitė, she finds out the reasons of her conflicted relation to her husband and develops better capabilities of selfawareness. Images arise in her memory: a café and a couple chatting nearby as well as the stormy sea episode, symbolising her anger at and resentment of unsuccessful relations. Matrixial nets transmit psychic affects of both pen-pals. Their intensities and flows arise from a shared experience of the Thing in the archaic Real, whereas primordial compassion turns wanderings through the past into a solid narrative of a person who makes mistakes and is everchanging. "Thus we can speak in the matrixial borderspace of a wit(h)ness-Thing that is carried to the screen of vision and appears in the image not behind a veil, but as its veil. " 35 That is, Ettinger defines the Thing not as foreclosed by discourse and visual representations of the Imaginary but as attainable through structural femininity of the psyche. The veil becomes a carrier of one's desires and fantasies: it makes the image a reflection of one's self. The video ends with Inčiūraitė saying farewell and terminating the contact without revealing her genuine identity. This allows us to acknowledge the transience of the self and the world. Events formed in both partners' psyches, shared, experienced, and processed 
